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ABSTRACT
Blue-Collar Backroads
by
Hannah Taylor

The photographer discusses work in Blue-Collar Backroads, a Master of Fine Arts thesis exhibit
held at downtown Tipton Gallery from February 1st through February 18th, 2022. The exhibit
consists of 17 archival inkjet prints selected from the artist’s two-year exploration of rural
backroads as a vehicle for creating images. Using aesthetic traditions of large-format film
photography, the photographer poses questions of identity, place, memory, and the intentional
pursuit of meditative practices in art. Non-photographic influences are listed, including Claire
Wellesley-Smith and Elizabeth Catte. Photographic influences include Joel Sternfeld, Rachel
Boillot, William Christenberry, and Mike Smith.
A catalog of the exhibit is included at the end of this thesis.
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Nothing I cared, in the lamb white days, that time would take me
Up to the swallow thronged loft by the shadow of my hand,
In the moon that is always rising,
Nor that riding to sleep
I should hear him fly with the high fields
And wake to the farm forever fled from the childless land.
Oh as I was young and easy in the mercy of his means,
Time held me green and dying
Though I sang in my chains like the sea.
-Dylan Thomas, Fern Hill
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CHAPTER 1. INTRODUCTION

During the final semester of my undergraduate studies in the Department of Art and
Design at East Tennessee State University, I took an advanced photography course about
portraiture and social identity. This course was the beginning of my photographic exploration of
Appalachia. For those few months, I documented a group of friends who practiced witchcraft.
They taught me about the history of Appalachian folklore and granny magic as it related to their
practice, and, in many ways, demystified what practicing witchcraft could look like. Growing up
as the daughter of a pastor in a conservative, rural area in East Tennessee meant that I was
sheltered from communities that lived differently than us. The months spent photographing this
group of friends opened my eyes to the diversity of rural Appalachia. I began to question
stereotypes of the region even more than I already had been and wanted to take a deeper look at
how these mountains have shaped people in such a range of ways.
I took a year off from school before applying to graduate programs. My interest in
micro-communities within Appalachia continued to grow during this time and a few months
before I started my graduate program at ETSU, I began photographing along the Appalachian
Trail. I was captivated by the communities of thru hikers that form along the roughly 2,200 miles
between Mount Katahdin in Maine and Springer Mountain in Georgia. My first experience at
Trail Days—an annual festival celebrating the Appalachian Trail—was in the spring of 2019 and
is where Horseman (fig. 1) was created. It was incredible to witness the strong bonds and
community that the mountains had fostered. I continued this project through my first semester of
graduate school.
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Figure 1. Hannah Taylor, Horseman, 2019, Archival Inkjet Print
By the end of my first semester, I started to become restless with the work I was making.
My exploration of micro-cultures in Appalachia began as an attempt to understand the diverse
people who make up the region. But as questions formed in my mind about how my childhood
experiences shaped my identity, and memories of feeling like an outsider among my peers
started to resurface, I realized that the work was beginning to feel like a way for me to avoid the
introspection that was necessary for me to better understand my relationship to Appalachia.
In response to this realization, I began working on Blue-Collar Backroads in January
2020. My interest in micro-communities in Appalachia had exposed a sense of disconnectedness
between myself and the region where I grew up. Further exploration revealed that this
disconnectedness extended into my understanding of my place and belonging both economically
and socially. My initial exploration in response to this was on the effect of blue-collar industry
on Appalachia, as well as the backroads that were home to blue-collar families like my own.

8

CHAPTER 2. CONTEXT AND CONTENT

“Everything I want to say through my work comes out of my feelings about that place—its
positive aspects and its negative aspects.” -William Christenberry
When my dad left his job at Eastman Chemical Company in Kingsport, Tennessee when I
was eight to become a pastor, it had an immediate and degenerative effect on our financial
wellbeing. Ministry is not traditionally a blue-collar profession. However, by the time I reached
middle school, we fell significantly below the federal poverty line. My dad picked up work in
blue-collar jobs so that we could hopefully make ends meet.
From the outside, we seemed average. My parents had purchased our house before the
Great Recession and the resulting housing crisis, during a time when my dad’s income was low,
but not devastatingly low. Our neighborhood belonged to the waves of housing developments in
the 1990s, making it a bit cookie-cutter, but quite good at concealing our financial
circumstances. By the time I reached high school, we were no longer able to afford the mortgage.
I never got the impression that my friends understood our financial situation, but I have
distinct memories of lying about why I had to regularly avoid situations where I may be expected
to spend money. I remember a few times when my mother took me and my siblings to the small
café that my grandmother ran in an antique store so that we could help her wash dishes in
exchange for a meal. The outward appearance of normalcy, while living through such financial
instability, was an uncomfortable dichotomy that prevented me from feeling truly connected to
my peers. I remember feeling intense shame about the gap between us that they did not even
know was there. On top of this, I was homeschooled in an already rural area. While my mother
did her best to ensure we socialized with other kids from church or in community sports—most
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of whom attended public school—being homeschooled became another way that I could not
relate to the friends that I did have.
These experiences were formative, and their consequences have extended through the
years to the making of this work. However, I also have fond memories of my childhood. Some of
my favorites were formed when my mother would drive the two of us through backroads if we
had enough money for extra gas. Our goal was always to try to get lost. It was thrilling. The
drives were aimless, and we picked our turns impulsively. We never actually got lost, but it was
inexpensive entertainment and a way for us to bond. These drives are one of the things I carried
with me into adulthood. They became a space for me to escape, meditate, or find comfort as
needed. This ritual was the basis for my practice in photographing Blue-Collar Backroads.
My earliest work in the series was strictly focused on physical evidence of blue-collar
industry and the socioeconomic state of Appalachia, as seen along backroads. I found myself
repeatedly attracted to structures and landscapes that were in decline, as they felt like a reference
to the poverty I experienced growing up. Rusted out abandoned cars, deteriorating houses, and
neglected landscapes kept recurring in my photographs. I felt drawn to documenting evidence of
socioeconomic decline in Appalachia out of a need to visually materialize how it felt to grow up
in poverty, even if I did not speak of it at the time. But I was also aware of the stereotypes and
tropes placed on this region, as well as the long history of exploitative media and literature
regarding poverty in Appalachia. This discomfort led to research on the history of industrial and
media exploitation in Appalachia, which was a turning point in the images I was making.
As I continued to drive through the region and photograph along backroads,
I found that the process of driving became deeply meditative. I used the time to reflect on my
experiences of feeling like an outsider in my own community. As I did this, new themes began to
10

appear in my images. I noticed that religious and political iconography became more prevalent,
as did more traditionally beautiful landscapes such as seen in Paddle Creek Road (fig. 2). In
photographs that did show evidence of decay—either of manmade structures or natural elements
of the landscape—my sense of light also evolved. The early work from this series was almost
exclusively made on dark, overcast days. However, on many days I began to intentionally seek
out light that was softer and warmer. This had an immediate impact on the psychological effect
of the landscapes. I also noticed that my compositions were becoming more refined and
balanced, with many of them featuring structures in the dead center of the frame, a quality
influenced by the style of photographer William Christenberry.

Figure 2. Hannah Taylor, Paddle Creek Road, 2021, Archival Inkjet Print
The content and formal qualities of my images were shifting in tandem with my internal
feelings about the work. It would be months before I was able to put words to what that internal
shift was; but the feelings settled in me, and I became more confident in letting them intuitively
11

inform my photographs. Slowly, I began to recognize that the language I was using about bluecollar industry and the socioeconomic state of rural Appalachia—like descriptions of decay or
isolation—was an unconscious attempt to externalize the exploration of my own discomfort with
my childhood, as I had done in Witchcraft in Appalachia and 2,200. My experiences of
poverty—alongside growing up homeschooled in a fundamentalist Christian family—contributed
to a sense of not fully understanding my identity as an Appalachian. These backroads were home
to my blue-collar family, and many of my images reflect the biproducts of blue-collar industry,
but my process was beginning to truly shift toward internal exploration of identity.
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CHAPTER 3. LITERARY INFLUENCE

“Defining Appalachian culture is often a top-down process, in which individuals with power or
capital tell us who or what we are.” -Elizabeth Catte

Elizabeth Catte
In the early stages of Blue-Collar Backroads, I became concerned with how my
photographs would shape the impression of rural Appalachia that viewers receive. While it is
true that there are examples of extreme poverty, extreme religious practices, and extreme
political views in Appalachia, it is also true that this can be said about most rural areas in the
United States. Appalachia, however, has been the repeated victim of voyeurism and
objectification on this front, to the point that many individuals from outside of the area have an
idea of Appalachia that is not consistent with reality. This is what Elizabeth Catte describes as
the Appalachian Myth.
In What You Are Getting Wrong About Appalachia, Catte reflects on her experience of
moving away from the Tennessee Appalachian Mountains to an oil refinery city in Texas. She
describes the reactions she elicited from her new peers, whose ideas of Appalachia were based
on stories that painted anyone one who did not set out to leave the region as “disaffected Trump
voters” and categorized “’hillbillies’… as a unique specimen of white woe” (Catte 7-8).
A historian by profession, Catte skillfully discusses some of the region’s most prominent
stereotypes, how they came to exist, and in what ways they are not a fully accurate depiction of
Appalachia. In her defense against broad misconceptions, she does not ignore the negative
realities of the region, such as the large population of individuals who voted for Trump in the
2016 election. She does, however, discuss the political corruption, industrial disasters, media
13

exploitation, and wealth disparities that led many residents of Appalachia to believe the promises
that Trump made to “the little guy” during his first presidential campaign.
Other sections of the book address stereotypes surrounding welfare and drug use, as well
as the notable history of political and industrial activism in Appalachia, such as protests against
unethical practices by the companies that owned coal mining towns. In What You Are Getting
Wrong About Appalachia, Catte does not set out to excuse or dismiss the ways in which the
region needs to change. Rather, she argues that rural Appalachia is not dissimilar to other rural
areas of the country, and inaccurate or uninformed ideas about Appalachia are detrimental to the
progress that many individuals in the region are advocating for.
When beginning this body of work, my personal experiences with poverty led me to
focus heavily on visual implications of poverty around me. However, I noticed an internal
discomfort with that during my first few weeks of photographing. I had been aware of the
stereotypes of rural Appalachia since I was a child, but I also knew that most of those stereotypes
did not apply to me, or anyone else that I know. While I recognized that this anecdote did not
relieve Appalachia of the shame associated with some of its stereotypes, I was aware enough to
also recognize that there were certainly influential outside factors to the stereotypes that I
initially gravitated toward; I had choices to make about how I photograph this region.
In her conclusion, Catte describes an experience she had of seeing a 1930s photograph
taken in Haysi, Virginia, which depicts a well-dressed couple having their photo made in an
automatic photo booth (Catte 131). She recalls the profound experience of, for the first time,
looking “closely at an image of Appalachia that didn’t inspire shame or pain” (Catte 132). In a
region with a rich history of exploitative media representation, Catte argues for the importance of
Appalachian locals being able to experience “moments of liberation from their pain and shame,
14

to see their lives and history as something other than an incoherent parade of destruction and
wretchedness” (Catte 132). She concludes the book with a hope that people fighting for the
region will begin making their own images, with the implication that no outsider would be able
to document Appalachia with the honesty, nuance, and fairness that can only come from being
from here.
What You Are Getting Wrong About Appalachia offers a masterful analysis of the social
and political state of Appalachia and illustrates the value of Appalachian locals inserting their
histories into the ongoing narrative about the region. Having a better understanding of the
outside forces that shaped the stereotypes and conditions of Appalachia was ultimately essential
to the progression of Blue-Collar Backroads.
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CHAPTER 4. TEXTILE ART AS INFLUENCE

Claire Wellesley-Smith
The act of driving backroads with my mother for entertainment as a child became an
outlet for processing and healing in my adulthood, and especially in the creation of this work. I
began going to therapy in fall 2019, a few months into graduate school, and mere weeks before I
made the first photographs for Blue-Collar Backroads. I learned quickly that the repetitive
sensations of driving enabled me to process the things I was working through in therapy, much
of which was related to the religious and economic traumas that initiated this series.
It was not until I was introduced to Slow Stitch by Claire Wellesley-Smith that I was able
to realize that driving was also an act of slowing down. Wellesley-Smith references the idea of
the Slow Movement in her introduction to the book. The movement extends across disciplines
and practices, but, as she describes it, it “is a philosophy that embraces local distinctions and
seasonal rhythms, and one that encourages thinking time” (Wellesley-Smith 1).
For me, the similarity between the mindfulness of the slow stitch and my practice of
ritualistically driving backroads was clear. I decided to engage more intentionally in mindfulness
while driving. I also began to engage in slow stitching as an addition to my practice. The time
spent slowing down in turn allowed me to photograph more intuitively and to be more sensitive
to the internal reactions I was having to the photographs I made.
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CHAPTER 5. PHOTOGRAPHY AS INFLUENCE
Joel Sternfeld
Joel Sternfeld is an American large-format documentary photographer, who describes his
work as being “concerned with utopic and dystopic possibilities of the American experience”
(Bio). His refined use of color is a result of studying the teachings of Joseph Albers and Johanness
Itten (Bright). Many of his photographs feature diffuse light and soft, muted color palettes.
In 1978, while traveling for his series American Prospects, Sternfeld visited Mt. Holyoke
in central Massachusetts, the location of the painting View from Mount Holyoke, Northampton,
Massachusetts, after a Thunderstorm, The Oxbow, painted by British-born American landscape
artist Thomas Cole in 1836 (fig. 3) (Friedlander). Cole was skeptical of the progress of the time,
and the painting served as a warning of the damage that follows industrialization and the clearing
of the land (Friedlander). His romantic, atmospheric rendering features pastels of pink and blue,
as an angry sky looms over the valley.
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Figure 3. Thomas Cole, View from Mount Holyoke, Northampton, Massachusetts, after a
Thunderstorm, The Oxbow, 1836, Oil on canvas
Sternfeld returned to the location in 2006 and began documenting the field below the
lookout where Cole had first sketched the river in 1833. For a year and a half, he photographed
the same field nearly every day (Friedlander). The images became a study of nature and
seasonality, the same empty field changing dramatically with shifts in weather or light. His
characteristic use of diffuse light and limited color palettes reflected Cole’s painting (fig. 4), and
the looming effects of climate change and encroaching man-made structures affirmed Cole’s
concern about industrial advancements (Friedlander).
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Figure 4. Joel Sternfeld, Untitled, 2006, Digital C-Print

In my work, I often reference Sternfeld’s use of color and light. Soft skies and diffuse
light emphasize the texture of the land, created by lush growth or dying brush. For many images,
I intentionally sought out weather that would soften the transitions between colors in my
landscapes. I revisited many of the landscapes in my work several times each season, making
note of how seasonality transformed the land so dramatically every few months.
Sternfeld’s work often has an underlying sense of warning or dread related to dystopic
aspects of the American landscape. This effect can be seen in some of my images, such as
Anderson Road, which features a blank billboard and an arrow pointing toward it with a sign that
says, “scenic view” (fig. 5). Like Sternfeld’s works, which regularly contain political and
cultural implications, my photographs reflect the sometimes dystopic political and cultural state
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of Appalachia. However, the choices surrounding light and color are intended to create a softness
that contrasts that.

Figure 5. Hannah Taylor, Anderson Road, 2021, Archival Inkjet Print

Rachel Boillot
Rachel Boillot is a photographer, filmmaker, and educator who has created numerous
bodies of work focused on the rural south. Post Script, which was photographed while pursuing
her MFA at Duke University, is a documentation of rural towns that were affected after the
United States Postal Service announced the closure of 3,653 post offices in 2011 (Kirchoff). A
majority of these towns were located in the rural South (Boillot). The series features residents of
these communities, depictions of their daily lives, and artifacts that remained after the post
offices were dissolved.
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The photographs in Post Script reflect the importance of the postal service in rural
communities, where residents rely on them to keep “their businesses running, their ballots
counted, and their loved ones connected” (Carter). They also refer to the effects of poverty in
rural southern communities. However, like her other projects, Boillot’s documentation of these
communities feels considerate and mindful, suggesting her awareness of the fact that the images
reflect the experiences of real people. This mindfulness influenced my approach as I
photographed settings in rural Appalachia.
A line from Boillot’s statement for Post Script stayed with me as I photographed for this
work. It reads: “Attachment to land lingers, rooted deeper than digits” (Boillot). While she is
referring to a resilient attachment to place after the dissolving of the USPS, the line resonated
with me as I reflected on my own work, and my personal attachment to rural Appalachia in the
face of economic trauma, and the social isolation that came from poverty and my family’s
religious beliefs.
Many of the landscapes in Post Script, like Panther Burn Gin, depict a relationship
between manmade structures and the rural, wild land that threatens to overtake them (fig. 6).
This same relationship exists throughout my photographs. As a series, my images depict states of
growth and decay in both natural landscapes and manmade structures. Kudzu shows a vast
expanse of kudzu vines which have grown up to overtake the tree canopies (fig. 7). The growth
and decay in my images reference some of the most recognizable iconography of Appalachia,
but also the cycles of internal grown and decay that resulted from processing the trauma from my
childhood while working on Blue-Collar Backroads.

21

Figure 6. Rachel Boillot, Panther Burn Gin, 2013, Archival Inkjet Print

Figure 7. Hannah Taylor, Kudzu, 2020, Archival Inkjet Print
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William Christenberry
William Christenberry was an American multi-disciplinary artist whose photographic
work is part of a long tradition of photographing the American South. For over 50 years,
Christenberry returned home annually to Hale County, Alabama, to document the area
(“Memory is a Strange Bell”). His photographs—which originally served as references for
paintings—explore ideas of memory, time, identity, and place (Moses).
Christenberry noted in interviews that while he had deep ties with his hometown in
Alabama, his photographs were not intended to be a kind of self-portrait (“Memory is a Strange
Bell”). Formally, his photographs often feature symmetrical, center-weighted compositions—as
seen in Red Building in Forest, Hale County, Alabama (fig. 8)—which gives them an impression
of objectivity.
In my research and the making of this work, Christenberry has been a key influential
figure. Many of my photographs reference Christenberry’s center-weighted compositions, as
seen in USA 321 (fig. 9). I found that I was aesthetically drawn to these balanced landscapes, and
that slowing down long enough to make them created space for careful, intentional observation
of my subjects and the environments that I worked in.
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Figure 8. William Christenberry, Red Building in Forest, Hale County, Alabama, 1983,
Chromogenic Print

Figure 9. Hannah Taylor, US 321, 2021, Archival Inkjet Print
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While he held a fondness for the area where he grew up, Christenberry did not shy away
from acknowledging the darker aspects of the deep south. In a 1997 interview with the
Washington Post, he stated, “I hold the position that there are times when an artist must examine
and reveal secret brutality” (Schudel). Researching Christenberry’s work, and his stance on
balancing the positive and negative aspects of the place where he grew up, aided me in learning
to balance my fondness of Appalachia with the negative qualities that I had experienced and
observed.
Mike Smith
Mike Smith, Professor Emeritus of Photography at East Tennessee State University,
began photographing rural Northeast Tennessee and Southwest Virginia after moving to Johnson
City, Tennessee in 1981 (“Mike Smith”). Smith, a self-proclaimed Yankee, made many of his
images along the same backroads which I now explore. About his process, Smith says:
When photographing, I usually travel the back roads, winding through the hills and
hollows until, literally lost, I see or smell something good. A coon hunter or cock
fighter’s world takes on a powerful redolent mix of skins, dogs, rot, and waste that is all
at once bitterly pungent and sweet, like silage, especially when it’s wet. One whiff of a
hound, usually three or five of them together in makeshift cages, and I know I am where I
need to be (Smith viii).
As an outsider to the region, Smith’s access to and understanding of rural Appalachia was
facilitated through the connections he forged with locals while traveling backroads throughout
the years. While he did not have firsthand experience of being from here, his relationships with
locals enabled him to learn to look at the region in a way that an insider might. Smith’s work
documents Appalachia with more conscientiousness and empathy than many outsiders have been
25

able to accomplish. His images feature landscapes, Appalachian residents, and a number of
iconographies prevalent in the region. Many of these iconographies reflect my personal
experiences of growing up here, and thus are also found in my photographic work.
Telford, TN 1997 depicts three wooden crosses affixed to fence posts and wrapped in red
Christmas lights (fig. 10). The iconography of three crosses in a row is not one specific to rural
Appalachia. However, the prevalence of Christianity in the region means that it is a common
one, and one that I encountered innumerable times throughout my childhood. I photographed
Mountain Hollow over twenty years after Smith captured his image (fig. 11). My photograph
depicts three white, wooden crosses, planted at the top of a hill which overlooks Elizabethton,
TN. Between the crosses and the edge of the mountainside is an unlit Merry Christmas sign and a
spray-painted alien on one of its posts. Across the town, on a mountain ridge not pictured here
but visible in person, is another set of three crosses.
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Figure 10. Mike Smith, Telford, TN 1997, Ektacolor Print

Figure 11. Hannah Taylor, Mountain Hollow, 2020, Archival Inkjet Print
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Smith’s influence on my work extends beyond that of religious or cultural iconography.
He describes his work as being “about the pleasure of seeing light on surfaces and learning how
to make pictures” (Smith viii). Smith is acutely aware of the effects of light, weather, dew, and
seasonal changes on the colors within landscapes. In Piney Flats, 1998, Smith photographed a
rural hillside in a low, diffuse light (fig. 12). What little light is available softens the contours of
the hills and reflects brightly off the surface of a light-colored building, which is settled in a
darkening, rich landscape.
This approach to photographing rural Appalachian landscapes influenced my own
practice. Gap Creek Road was made mere moments before blue hour slipped away and the valley
was plunged into darkness (fig. 13). The sun had set behind me, but still offered a subtle red
glow against the dying kudzu down the hill from me. The white house, tucked between the
woods and the highway just up the hill, offered stark contrast as it absorbed what light was left.
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Figure 12. Mike Smith, Piney Flats, TN 1998, Ektacolor Print

Figure 13. Hannah Taylor, Gap Creek Road, 2020, Archival Inkjet Print
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CHAPTER 6. BLUE-COLLAR BACKROADS

“Memory is a strange bell, jubilee and knell.” -Emily Dickinson

My thesis project, Blue-Collar Backroads, exists in layers. At face value it explores rural
Appalachian landscapes through the lens of socioeconomic conditions in the region; growth and
decay as seen in both natural and manmade settings; and the effect of light, weather, and
seasonality on the land. On a secondary level, the work exists as a space in which I meditated on
the connection between place and experience, and their effects on my personal identity. The
work instigated a series of internal questions and explorations, and an eventual understanding of
the connections between the iconographic and visual aspects of my work and the internal
elements of driving as a means of practicing mindfulness and processing my childhood.
Several images from this series depict large, at times looming structures jutting out of the
surrounding land, such as in Beaver Creek Dam (fig. 14). My initial attraction to these structures
was in their relationship to blue-collar industry and the economic state of Appalachia. In time, I
began to realize that my interest in these large constructions was not solely a response to
considerations of the local economy. Directly approaching the poverty and religious trauma of
my childhood and deconstructing the ideologies that came out of those experiences, felt
monumental. During the moments spent photographing these structures, their magnitude began
to feel appropriately symbolic of the process of healing from childhood trauma.
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Figure 14. Hannah Taylor, Beaver Creek Dam, 2020, Archival Inkjet Print
Anderson Road was made after 18 months of working on this series (see fig. 5 from page
20). The soft light that follows golden hour had just set in. A blank billboard demands the
viewer’s attention in the center, while a faded sign to the left—the words “scenic view” in an
arrow underneath—point toward the stark white billboard. When making the image, I recognized
both growth and decay happening within the same space. The first signs of new growth after
winter are showing on the ground, while the faded billboard is evidence of abandonment and
poverty that affects the region. The coexistence of growth and decay within the same photograph
also felt symbolic of the decay of my previous discomfort with my identity as an Appalachian,
and the simultaneous personal growth I experienced while making the work in this series.
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CHAPTER 7. CONCLUSION
“There is language in the kudzu and it is all ours and belongs to no one else. This is my tongue
for you, whispering our history: words, words, words.” -Silas House
At face value, the work featured in this exhibition is a documentation of the blue-collar
rural south. The images capture landscapes and structures found along the network of backroads
that connect rural communities. Beyond that, Blue-Collar Backroads has been a point of growth
for me both personally and within my practice as an artist. My research during the creation of
this work expanded my understanding and appreciation of meditative practices, the history of
industrial and media exploitation in Appalachia, and the photographs of great artists who have
documented the south.
Prior to beginning this series, I had never explored landscape photography. The exposure
to photographers that I gained through my time in this program made it possible for this work to
come to fruition. Looking at the images of Rachel Boillot, Mike Smith, Joel Sternfeld, and
William Christenberry—to name only a few of the artists who influenced my work—was
essential to my progress in Blue-Collar Backroads.
The work of Elizabeth Catte brought my attention to the importance of art and writings
about Appalachia that are created by locals to the region. By photographing from the perspective
of someone who is from here, I can ensure that a portion of the narrative is being documented by
an insider and primary source of what it means to be Appalachian. I am from a family that has,
for several generations, witnessed and experienced the growth and decay of the region, and felt
the effects of sensationalized media exploitation. This perspective is unique to individuals who
are from Appalachia, and I have learned how valuable of an asset that can be.
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On a personal level, this work created a space for me to unpack and begin processing my
experiences of growing up poor in rural Appalachia. In many ways, making these photographs
has been an act of catharsis. Going forward, my time as a graduate student at ETSU, the research
I have done, and the experience I have gained will be a strong foundation for future projects.
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CATALOG OF THE EXHIBTION

Hannah Taylor, Wilbur, 2020, Archival Inkjet Print. 38” x 50 ¾”
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Hannah Taylor, Walnut and Sevier, 2021, Archival Inkjet Print. 38” x 50 ¾”
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Hannah Taylor, Beaver Creek Dam, 2020, Archival Inkjet Print. 38” x 50 ¾”
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Hannah Taylor, Gap Creek Road, 2020, Archival Inkjet Print. 38” x 50 ¾”
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Hannah Taylor, Paddle Creek Road, 2021, Archival Inkjet Print. 22.5” x 30”
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Hannah Taylor, Scioto Road, 2021, Archival Inkjet Print. 22.5” x 30”
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Hannah Taylor, Kudzu, 2020, Archival Inkjet Print. 22.5” x 30”
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Hannah Taylor, Anderson Road, 2021, Archival Inkjet Print. 22.5” x 30”
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Hannah Taylor, Howard Gouge Road, 2021, Archival Inkjet Print. 22.5” x 30”
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Hannah Taylor, Laurels Road, 2021, Archival Inkjet Print. 22.5” x 30”
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Hannah Taylor, Torbett and Campbell, 2020, Archival Inkjet Print. 22.5” x 30”
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Hannah Taylor, Mountain Hollow, 2020, Archival Inkjet Print. 22.5” x 30”
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Hannah Taylor, Arnold Road, 2020, Archival Inkjet Print. 22.5” x 30”
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Hannah Taylor, US 321, 2021, Archival Inkjet Print. 22.5” x 30”
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Hannah Taylor, Guy Street, 2020, Archival Inkjet Print. 22.5” x 30”
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Hannah Taylor, Seaver’s, 2020, Archival Inkjet Print. 22.5” x 30”

49

Hannah Taylor, Private Drive, 2021, Archival Inkjet Print. 22.5” x 30”
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Installation view of Blue-Collar Backroads
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Installation view of Blue-Collar Backroads
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Installation view of Blue-Collar Backroads
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Installation view of Blue-Collar Backroads
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Installation view of Blue-Collar Backroads
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Installation view of Blue-Collar Backroads
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